of interaction and collaboration with others. Sarah Zimmerman's thoughtful recasting of the Romantic lyric, for example, emphasises 'the subtle indirection of the mode's capacity for social engagement'. 5 Clara Tuite and Gillian Russell, introducing the essay-collection Romantic Sociability, similarly challenge what they term Romanticism's traditional identification with the lone poet, withdrawn into productive introspection, with individualism rather than collective activity, and with the cultivation of the authentic rather than the performative self. 6 Instead, they argue, uncovering patterns of sociability and exchange in the Romantic period helps us to recognise the ways in which the 'two-phase model of the public sphere' put forward by Habermas can be re-read. Romantic sociable culture, they contend, 'does not suggest a simple eclipse of the coffee-house model of the public sphere but what might be described as its apotheosis as critique'. 7 This new approach provides a very useful starting point for a reading of the ways in which the Monthly might both continue and challenge earlier models of engagement and exchange, thematically and formally.
I focus my discussion particularly on its poetry pages, where questions about the role of the poet in relation to the individual reader and to wider society are frequently raised, in terms both of subject matter and form. The sonnet-form, for example, is repeatedly employed and, moreover, challenged through parodic rewriting by Coleridge and others, as I discuss at length in the third section of the essay. The way in which the sonnet is thus interrogated is a particularly fascinating one in the context of the periodical, and, specifically, the Monthly. On one level, parody allows the writer to challenge and unsettle the grounds of his or her participation in the 'transauthorial' voice of the periodical -parodies are, in the words of Cyril Connolly, 'a womb with a view', a protective defence for the writer uncertain of audience reaction. On another level, the reader of the Monthly, through the humour of the parody and through the miscellaneous format of the periodical, is also invited to question the relationship between the introspection of the poetry of sensibility and the issues of social engagement dealt with elsewhere in the periodical.
Secondly, I argue, the dialogue between writer and periodical which underpins 
I The Monthly Magazine
The Monthly was astutely aimed at a particular readership, which it was simultaneously helping to create: in the words of Marilyn Butler, it 'high-mindedly projected an ideal of liberal, middle-class intellectuality'. 9 It borrowed both from the miscellaneous, wide-ranging format of earlier successes such as The Gentleman's Magazine, and also from the reformist agendas of papers such as John Thelwall's The
Tribune, but it packaged them in a way designed to draw in the serious, middle-class reader, as its price, one shilling, indicated. Indeed, Aikin's best-selling work for children, written with Barbauld, carries this same emphasis on the diffusion of knowledge within a framework of affection.
Evenings at Home, or the Juvenile Budget Opened, first published in 1792 and
reprinted countless times through the nineteenth century, takes as its premise the image of a dutifully discursive family, the Fairbornes, who own a box, the juvenile budget, filled with fables, stories, or dialogues:
It was […] made one of the evening amusements of the family to rummage the budget, as their phrase was. 20 The stories pulled out by the children are then read aloud and discussed by the family.
The budget is, importantly, a 'miscellany': it places different stories and dialogues alongside one another, 'in the promiscuous order in which they came to hand'. The family provides the regulated environment in which they will be read, 'as the parents thought proper'. 21 Through various literary enterprises, Aikin was thus attempting to continue the earlier ideals of companionable education he and his sister had experienced at Warrington. Literary exchange also allows him to escape some of the difficulties entailed in putting these ideals into practice. There were, after all, considerable domestic and idealistic tensions within the Warrington Academy itself. Its familial structure meant that there were 'no real sanctions against bad behaviour', and the students often behaved rowdily and uncontrollably: they were, in the words of Gilbert
Wakefield, 'a set of wild and reckless boys'. 22 And these anxieties over 'wild and reckless' behaviour were also felt within Dissenting communities and friendships: Jon
Mee has explored the ways in which the polite, accommodating Enfield acted as a kind of mediator between the overtly radical Priestley and the more conciliatory
Barbauld during her Warrington years. 23 Anne Janowitz, similarly, has subtly teased out the different models of sociability and thinking about Dissent at work within the Aikin milieu, arguing that 'two models of sociability' were at work within Barbauld's own career, as she shifted from an early Warringtonian emphasis on amiable friendship to 'a more urban and militant notion of sociability' during her later London years. 24 A literary enterprise, on the other hand, allows different, perhaps competing, models of reading and sociability to co-exist. One of the ways in which the Monthly achieves this is through Aikin's insistence on the journal as a 'Miscellany'. As we have already seen, this term looks back to earlier eighteenth-century journals, but it also, we can now understand, one which carried particular resonance for Aikin, It is only by contemplating objects in their mutual actions and relations, either by actual observation, or through the report of others, that those general conclusions can be drawn, which constitute knowledge. 25 The Monthly aims to allow its readers to contemplate 'objects in their mutual actions and relations' within its own pages. Embedded in the midst of natural observations, agricultural reports and news of patents taken out for 'for a new method of tanning, the essence of which consists in using mineral instead of vegetable astringents', we have poems which celebrate education, friendship and practical benevolence at work. 26 In that first issue alone, the reader might turn in a few pages from an engraving of Herschel's 'Sixty-Foot Reflecting Telescope' to an 'Ode to Science' by George Dyer, rejoicing that: For us some brighter hours may flow; Some angel break these bolts of steel, For HOWARD marks, and feels our woe. 33 The Be it mine to quit the throng, And list the nightingale's sad song; Till wandering silent on and slow, Despair may soften into woe! 43 that despair softening into woe mirrored by Coleridge's eve darkening into night.
Coleridge's scornfully italicised adjectives -'dampy', 'paly' -were a favourite technique of his protégé and sometime tutee, Charles Lloyd; they had also been used by numerous other Monthly poets. A piece which seems to form a companion and answer to Southey the following month, 'A Night Scene', for example, uses the image of 'misty moonlight, paly gleam'. 44 In the second, Coleridge attacks the 'meek simplicity' of contemporary poets.
It is hard not to read another attack on Charles Lloyd, scion of the Lloyd banking family, into the characterisation of Nehemiah Higginbottom as ambling 'on Lady Fortune's gentlest pad', yet perplexed by 'each small distress':
So sad I am! -but should a friend and I Grow cool and miff, O! I am very sad! And then with sonnets and with sympathy My dreamy bosom's mystic woes I pall; Now of my false friend plaining plaintively, Now raving at mankind in general. This forms, as Gurion Taussig has shown, a direct parallel with a manuscript poem of friendship 'To Coleridge', written by Lloyd; it therefore has a pointed personal meaning. 45 Furthermore, the attack on 'simplicity', and Coleridge's use of the words 'simple' and 'plaintively', as has been noted by Lucy Newlyn and David Erdman, among others, look back to Southey's poem 'Hannah, A Plaintive Tale', which contains the phrase 'It was a very plain and simple tale'. 46 The attack was made all the more pointed because 'Hannah' had been published in the Monthly for September 1797. Monthly itself commented in 1807, identified with the poet against 'the idle remarks of the stupid, the unfeeling, or the envious'. 58 Parodying Smith, and sonneteers in her tradition, is a way of exploiting that success. Both these parodies show how the language and the stance of sensibility might be reinterpreted and renegotiated to appeal to readers in the format of the periodical; manipulating Smith's own strategies of appealing to her audience and working to create a new kind of intimacy with the reader through humour. The parodies at once acknowledge the power of the sonnetthe mode of meditative, private retreat, the performance of intimacy -and simultaneously push against its boundaries, opening it up for questioning.
In terms of the periodical, the questioning, challenging stance of these parodic sonnets functions on two levels. Firstly, it shows us how, even whilst publishing in the 'Original Poetry' pages of the Monthly, an individual author might want to distinguish himself from its collective voice, to mark out difference. Like the poetic debates over retreat and social engagement, this reminds us quite how difficult and insecure any attempt at establishing the 'transauthorial' might be. In a larger sense, the parodic sonnets also return us to those ongoing debates in the pages of the Monthly throughout the 1790s, concerning private affection and retreat versus social engagement and wider benevolence. But they should not be seen, I would argue, as an attack on the ethos of the Monthly but, instead, as an active intervention in these wider debates. The parodies comically magnify the uncertainties and ambivalencies concerning the theme of private affection and retreat which we saw in Monthly poems such as 'Reflections on Entering into Active Life'. In their humorous reinterpretations of the sonnet's performance of intimacy they reflect the same sort of anxieties about retirement shown by Coleridge, and, in later years, by Wakefield and Aikin. In their humour, however, they go some way toward deflating those fears. They also work to anticipate and to deflect parodic attacks waged against the magazine by the AntiJacobin, such as Gillray's visual satire, discussed elsewhere in this issue by Luisa Calè, which targeted the connections between radicalism and sensibility. 'Done well,'
comments Graeme Stones, 'parodic prolepsis keeps the self ahead of its own failings,'
and the periodical which can contain self-parodic, self-questioning moments shows a similar capacity for change and development. 59 The parodies might thus be seen not as an exception, a brief comic deviation from the ethos of the Monthly, but as an important reflection of its self-questioning stance, and a reminder of the difficulties and complexities of attempting to define the periodical 'voice'. Whereas the Warrington Academy could not contain 'wild and reckless' behaviour, the magazine, this 'New Miscellany', might be seen to be strengthened by this internal interrogation, these parodic and poetic challenges which further its miscellaneous nature. Perhaps, too, the mode of active, questioning reading encouraged here might offer a useful model for present-day critical approaches, and ongoing explorations of the dialogues between author and periodical, literature and the press.
